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THE 



RURAL HARM 



BEING AN 



ORIGINAL COMPOS 



Is THREE and FOUR PA UTS. 



For the USE of SINGING SCHOOLS ind ML'SICAL SOCIETIES. 



by JACOB KIMBALL, Jun. a. b. 



The man who has not mufic in his foul, 

And is not mov'd by concert of f*eet (bunds, 

Is fit for tresfons, (tratagems, and fj>oils ; 

The motions of his fpirit are dull as night. 

And hns ^fledums dark a-s Knrbus.— SHAKrsprARE* 



ipufclifyeo accotDtng to 3tt of Congrcf*. 



P R I N T E D, £>pogr.ipfncaU?, at li S T A', 

by I S A I A H T H O M A S and E 1) E N E 7. E R T. A NDRE W S. 





PREFACE. 



+m 



IN a country where mufic has net yet becovie a regular pre fjjicn, it cannot be expected that a compofition of 
tLis kind can ftand a rigid criticijm ; but as every attempt tofubferve the interejl, or to encreafe the innocent 
pieafures of the community, defrves public patronage, the author of the following work, without further 

apology, prefents it to the public eye. 

lie has aimed at originality in his competitions, and endeavoured to deviate (as far as he deemed it jujlifable) 
^ hvm the common fiylt ; where be has given into it, be has attempted to improve it by a particular attention to 

tkt harmony. 

Thofe who have encouraged the work byfubfeription, are rfpetlfully thanked, and are afj'ured that the ut- 
mofl pains have been taken to render the work correcl -, fuch errors- as efcaped obfervation in the execution tf 

•If, are noticed in the errata, 

The author fincerely wijkes that the purchafers of the work may derive fujpeient advantage from it, to com- 
fenfaU them for their expenfes ; butjhould the reverfi be true, be will as fincerely lament that he and Jfii 
friends have miftaken his abilities. 

Topsfield, Novem. 1793, 




•*> 



*5 




4 




«*#•&•&#♦ 



INTRODUCTION to the ART of SINGING. 



Of MUSIC in GENERAL. 

u Jl ^USIC confifts in a fucceffion of pleafing founds ;" — As a Science, it demonftrates and explains their true 
XVA relation and juft difpofition ; — as an Art, it teaches their proper e^preffion. 
All mufick is comprehended in melody and harmony. Melody is a fingle fucceffion of founds ; or, in other 
words, is the air of a piece of mufie. Harmony is the combination of feveral founds at the fame time. Modula- 
tion is the juft; arrangement of the founds both of the Melody and Harmony. 

The primary and moft eflential qualities of mufical founds are, Time and Tune ; upon a due attention to thefe 
diftin&ions, and their judicious management, depends all the pleafing and infinite variety of the mufical art. 

Of the GAMUT, or SCALE of MUSIC. 

There are but feven diflinct degrees of found in the fcaie ; five of which are called whole, and two are called 
half, or femi- tones. Every eighth from any given found will be the fame, and the degrees of afcent ov defcent 
from it, will be in effect a repetition of the former founds. Thefe feven founds are reprelented on lines and fpaces 
by the feven firft letters of the alphabet ; their plaoe.< on them are as follow : 



B 
A- 



Bafs. 



Counter. 



G _ 

i) — 



B- 

A 

ti- 



Mi. 

Soi. 
-Fa. 
La. 

-Soi. 
F*. 

•Mi. 

1.3. 

■Sol. 
la. 




C— 

b m 

A~ 

G 

K— 



St>l. 
Fa. 
I.j. 
Sol. 
V.:. 
Mi. 
La. 
So). 
-Fa. 
i.d. 



Tenor, or Treble. 




TIF 



THE fcale is divided into three parts ; each part, confifting of five lines, with their fpaces, and diftinguiftied 
with a cliff, is called a ftave. 




The firft divifion is called the Bafs ftave ; its cliff is thus marked.*^ and is called the F cliff — it is always placed 
on the fourth line from the bottom. — 

The fecond divifion of the fcale is called the Counter ftave ; — its eliffis thus maiked Hand is called the C cliff. 

It is commonly placed on the middle line of the ftave. This cliff, however, is moveable, and may be placed on 
either of the five lines or fpaces ; that line or fpace which paffes between the two tianfverfe ftrokes, will be C, and 
all the other letters of the fcale will be in regular fucccffion above and below it. 

The third and laft divifion of the fcale is called the Treble or Tenor ftave ; its cliff is marked thus jfc and is 
called the G cliff ; its place is invariably on the fecond line from the bottom. -3r 

There are but four names of notes representing founds, viz. Mi, Fa, Sol, La ; of which Mi is the principal, and 
governs all the reft ; and when Mi is found, the oider of the notes above it will be Fa, Sol, La, Fa, Sol, La ; and 
below Mi, La,Sol, Fa, La, Sol, Fa, and then Mi recurs, either way. 

It has been before obferved, that of the fevcn degrees of found in the fcale, two are femi- tones ; their natural 
places are between B and C, and K and F. Their fituation, however, is often varied by flats and (harps, which 
tranfpofe Mi from 13, its natural place ; in all which cafes the femitonts will be between Mi and Fa, and La and Fa, 
as in the natural (cak*. 



TABLE of the TRANSPOSITION of MI, by FLATS and SHARPS. 



Mi on B, its 

natural place. 

Tenor or 

Treble. 




~e 



F*^MO«a^te« 



Counter. 



B flat Mi 
on E. 
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B*k. 




& Si E flat 
Mi on A, 

— ten 




B, E and 

A flat Mi 

on D. 
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B,E, A & 

D flat Mi 

on G. 



F (harp 
Mi on 
F. 






F and C 
(harp Mi 

on C. 

~* 



u "** - 



©. 

a- 



F, C, 8c G 
{harp Mi 
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c:q: 
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~— gr~ — 
~# — e- 



F, C, G and D 
(harp Mi on D. 
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M: may be tranfpofed to other places by flats, and aifo by (harps ; but the foregoing examples, with a fuitabie 
attention to the following rule, will be lufficicnt to illuftrute the matter. 

A flat muft be placed a fourth above, or a fsfih below the one lad added j and Mi will be a fourth above, or a. 
fifth below that. — A (harpmufl be placed a hith above, or a fourth below the one laft added — Mi is always on the 
letter kfl {harped. 

The MUSICAL NOTES, with their RESTS. 



Scmibrevc. Minim, 



Crotchet. Quaver. 



Sern' quaver. Dcmifemiquavcr. 2 Wm 4 bars 8 bars Kefls. 
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The following Scale will (hew the Proportion of the 

Notes to each other. 



1 Smibrcvc - - - - § ---- Contains 



* • - • - 



4 - - 



. - - Crotchets. 



8 - 




Minims. 



Quavers. 



minate length with the notes by which they are called* 
and which they reprefent. 



Aflat 



A (harp & 



MUSICAL CHARACTERS and TERMS, with 
their Explanations and Uses. 

D A FLAT at the beginning of a tune re- 
gulates the Mi ; before any note, it finks it 
half a tone from its natural pitch. 

This character alfo, at the beginning of 
a tune, regulates the Mi ; when it is placed 
before any note, it raifes it half a tone 
from its natural pitch. 

This character is never ufed, unlefs to 
counteract the effect of one or the other of 
the foregoing, and reftores a nole to its na- 
tural pitch. When it is placed in oppefi- 
tion to a flat, it raifes a note hajf a tone ; but 
when it is placed in oppufuion to a fbarp, it 
D ., links a note half a tone. 

mwuavcrs. Thcfe three are very important characters in mulic j. 

_ I and their effects and ufesfhouid be carefully and critical- 

Refts are notes of filence. The fcmibrcve reft is con- , cxplained t0 lcarncr5 by cVery teacfccr . 

ndered as a bar reft ; all the others are of the fame deter- 1 ' 

Point 



A Natural l* 



- Semiquavers. 
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Point of g£T This point, placed after n note, makes its found half as long again 'as it would be without it. 
Addition. £2 

Pbintof Di- ^ A. point of diminution placed over or under any three notes, reduces them to the time of two of 
munition. £££ the fame kind. 

Q . i T - T - T Single bars are perpendicular lines drawn through the ftave ; their ufe is to divide the notes into 
r? o +t-t equal portions of two, three or four beats-, according to the mode of time in which the mufic is 
J..J..J. compoied. 

r C H ^ double bar denotes the end of a ft rain. 

— v-n-r -i-i~" A repeat directs that the mufic, from the note where it is placed, be fungover again ; when 
Repeat. ;Sc or~--rlT-MJ;t it is placed before a double bar or clofe, it is to remind the performer that the preceding 

ZTilfejj- ftrain, or fome part of it, is to be repeated. 

Figures. 1. 2. Thefe figures are ufed only when fome part of the mufic is to be repeated ; the note under figure 

1 is to be performed the firft time; the fecond time, it is omitted, and the note or notes under figure 

2 performed ; fometimes they are connected by a flur, and then they are both performed. 
A Slur, ,^\^ A fiur is drawn over or under fo many notes as belong to one fyllaWe. 

(I /" ' 

A Brace. (| 1 A brace Slews how many parts move together. 

A Hold. <* A hold placed over a note (hews that it is to be founded longer than its true time. This- charac- 
ter, though too generally neglected, when properly attended to, produces a very pleaiing effect. 

A Direct. <** A direct placed at the end of a ftave points out the place of the firft note in the next (lave. 

, . Sometimes the notes extend beyond the coaipafs of the {lave ; in fuch cafes, ihort lines are added, 

Ledger Lme. ^^ Ledgcr L;ne ^ 

& Clofe. HHJ A clofe Shews the end of a piece of mufic. Trill 
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Trill or Shake, tr. A trill or (hake is a quick and alternate repetition of the note over which it is placed, and the 

note immediately above it (from which the trill begins) fo long as the time will allow ; 

thus — ; 
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A trill may be open or dole ; it the no;e immediately above that to be fhaken be a whole tone 
from it, it will be an open {hake ; if but half a tone, it will be a clofe fhake. 

When the note immediately under that to be ihaken is infertc-d juft before the conclufion of the 
trill, it is called a turned (hake. 

The trill is a very beautiful grace, but as it is very difficult to be acquired, it may not be amifs to 
propofe the following fubftitute for it, till it can be perfe6tly learned, viz. 

Exam 

This manner of performing a trill, if the note be not a long one, and if the note fucceeding it be 
descending, produces a very agreeable effect. 

x . ... r. * " Thefe imply that fuch paffaces mull be fun? very diftin&ly and emphatically, 
tion,' "or ^toccato. rj r o 6/ / r j 

C hoofing 
Notes. 




Appoggu 
atura. 



^-hJ--" Choofing notes are placed immediately over each other ; the performer may ling which of 
®£t£:II them he pleafes ; if there be feveral performers to the fame part, all the notes fhould be fung. 
,r * The appoggiatura is a fmall note added to the regular notes in the bar to lead the voice more 




::3n;;eafily and gracefully into the found of tb^ f-/- ccx ling note ; it.iJvriM be dwelt upon according 
iZ§Ito the value of the note ; but whatever VTie is > r utrnt to if, tniift. be taken f.orr, the fucceeding 
note. It is often ufed as a prep^ itimti'or a triM. 

_-.Jr Kotes of tranfition are alio imall notes addt.n to the regular notes, and ufually flurred to 

Tranfition ?f "Sf — "I them ; the time given to them is commonly taken from the preceding note, and always from 
i |- . r _- t ^ c notc to which they are tied. Tranfition is confidered as a mufical grace, and judicious 

■pei formers 



Notes of - -y- — 



:* 



performers may introduce it in many places where the notes are not expreiled m the compo- 
fition ; but young fingers fhould be cautioned againft its two frequent ufe ; for an unfkillful 
introduction of it, inftead of gracing, will have quite a contrary effect upon the mufic j and 
indeed this, and every other mufical grace, had better be entirely omitted than performed in an 



irregular manner. 



Piano. 



Directs the performer to ling foft like an i Vivace. 



Pianiflimo. 

Forte. 

FortiiTimo. 



echo. 

Very foft. 
Loud and ftrong. 
Very loud. 

The foregoing terms are very frequently cor.trafted in 
mufical compofitions, ?nd ought to he Ptrittly attended 
to, for otherwife the defign cf the cornpofer will be ob- 
fcured, if not wholly loft. 



Moderate 

Prefto. 

Andante. 

Adagio. 



Crefcendo. 



Diminuendo. 



Maeftofo, 



Con.SpivitO. 
Vigorofo. 



This implies that the force of the voice 
mull increafe gradually till the ftrain is 
ended. 

Means the reverfe of the foregoing, and 
is fometimes fet inoppofition to it ; when 
properly performed they make no trifling 
addition to the beauties of mufic. 

Paifages which have this term placed o- 
ver them mull be performed flow and with 
inajefty and grandeur. 

With life and fpirit 

With ftrength and firmnefs. 

li 



In a lively, cheerful manner. 

Somewhat flower than the true time. 

Fafter than the true time. 

Implies a moderate, equal and diftinci 
manner of performing. 

Denotes the iQoweft movement ; and 
is the proper name of the firft mode in 
common time. 

Denotes a movement fome fafter than 
adagio, and is th.e name of the fecond, 
mode in common time. t , 

Denotes a quick movement, and is the 
name of the third mode in common time. 

Denotes a {low movement between *A- 
dagio and Largo - t it requires alfo a, to- 
kmn manner of firging. 

Is a movement between Largo and Al- 
legro. • . j 
A variety of other mufical terms might be explained, 
but as they are not often met within mufic books in this 
country, it may not be neceflary to infert them Of 



argo, 



Vllegro. 



Grave, or 
G ravement. 

Largetto. 




Of TIME, and its various MARKS or MODES. 

THERE are three kinds of time made ufe of in Mufic, viz. Common Time, Treble Time, and Compound 
Time. 

CommOn Time is divided into four modes. The firft mode is called Adagio, and is thus marked 
This mode contains one femibreve, or the value thereof in other notes or refts in each bar :«— The bar is ufu- 
ally performed in the time of four feconds. 

The fecond mode of common time is called Largo, and thus marked rjjr It contains the fame quantity of notes 
in the bar as the foregoing, but is performed a quarter f after. zc 

The third mode of common time is called Allegro, and thus marked n This alfo contains the fame notes in a 
bar as the firft mode, but the bar is performed in the time of two feconds. nz 

The fourth mode of common time is marked ^ and contains the amount of one minim in the bar : — it is per- 
formed about one quarter fafter than the Allegro 3 mode. 

Treble time is divided into three modes. The firft mode h marked thus 2J and contains three minims in a bar, 
or other notes and refts to that amount. The bar is performed in the time of j* three feconds. 

The fecond mode of treble time is marked thus *J and contains three crotchets or their value in each bar, and is 
performed about a quarter fafter. 

The third mode of treble time is thus marked 3; and contains the value of three quavers in a bar : This mode is 
performed about a quarter fafter than the fecond.fi 

There are many modes of compound time, two of which only (hall be noticed here. 

The firft mode is thus marked 5 and contains the value of fix crotchets in a bar. The bar is performed in the 
time of two feconds. A 

The (ccond mode is thus marked £ and contains the amount of fix quavers in a bar. It is performed one quar- 
ter fafter than the firft mode. it 
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It may not be tinferviceable to obferve in this place, that the firfl mode of common time is the ftandard with 
which all other modes are compared, and by which they are regulated. All modes which are marked with figures 
have a primary reference to this mode, and are derived from it ; — thus, the mark * denotes that the bar muft con- 
tain two fourths of a bar in the firfl mode of common time, or (which is the fame thing) of a femibreve ; and all 
other figures diftinguilhing different modes may be confidered as fractions of a femibreve ; the under figure ex- 
preffing how many parts the femibreve mud be divided into, and the upper figure (hewing how many of thofe parts 
are contained in a bar. 

\ When the modes above explained are thoroughly underftood, a proper attention to the foregoing remarks will 
enable any one to acquire an idea of all other modes marked with figures, without any further illustration. 

Of B E A T*I N G TIME. 

BEATING time is an artificial way of meafuting the proportionate duration of the notes ; the common 
methods of doing which, are as follow* ^'iz. For the two firfl modes of common time, which have four beats in a 
bar, lft, let the ends of the fingers fall ; 2d, the heel of the hand ; 3d, raife the heel of the hand ; 4th, throw up 
the ends of the fingers, and the bar will be finifhed. 

For the third and fourth modes of common time, and for the J and f modes of compound time, which have 
only two beats in a bar, lfl, let the hand fall ; 2d, raife it, and the bar will be completed. 

For treble time, all the modes of which have three beats in a bar, lft, let the ends of the fingers fall ; 2d, the 
heel of the hand j 3d, throw up the ends of the fingers, &c. 

EXAMPLES for BEATING TIME. 

d.tl.u.*. d.d. u u, d> d. u. 11. d.d.u.u* d. d. u. d.d. u* d.d.u. 
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N. B. All Modes of time mud be fun* fafler or flower than their comparative length as explained before, whei 
mufical terms exprefling moderation or hajlerung are applied to them. 

Of SYNCOPATION. I 

NOTES of Syncopation are fuch as have their found continued through bars, or are placed out of their natural j 
order in them ; very difficult examples of fuch notes may be framed, but when words are applied to them, they in- \ 
duce a forced and vicious pronunciation, and never occur in good vocal mufic ; the common inftances are by no 
means difficult to be executed, and do not merit a particular explanation. 

Of ACCENT. 

ACCENT is a certain modulation or warbling of the founds, in order to exprefs the paffions naturally with the 
voice. 

Accented parts of the bar are, for common time, the fird and third parts ; for treble time, the fir ft part only ; for 
compound time, the firfl and fourth parts of the bar ; and emphaticai words fhould be fet to thofe parts ; but it will 
often happen, that fuch words will occur in other parts, and the accented parts have words of noemphafis ; in which 
cafes, every one mud feel the propriety of the mufic's bending to the words, and that the general rule for accenting 
muft be neglected ; and from hence, may be inferred, that the doclrine of accent is defigned more for the ule of the 
compofer, than of the performer. 

Of the KEYS of M U S I C. 

THERE are but two keys in mufic, viz. ift. the major or (harp key, and 2d. the minor or flat key. The firfl 
of thefe is adapted to exprefs the cheerful paflions, and the latter is expreflive of the folemn, the mournful and the 
pathetic. 

The key note is that found upon which a tunc may be faid to be built : — It is the predominant tone, to which 
»J! othe-s have a particular reference 1 it i& commonly the concluding note of the tenor, and always that of the bafs* 

In 
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In reckoning from the key note, if the femitones in the oc~hve be between the third and the fourth, and between the 
feventh and the eighth, the tune is in the major or (harp key ; if they lie between the fecond and third, and between 
the fifth and fixth, it is in the minor or flat key. 

In the natural icale the key note of the major key, will be C ; of the minor it will be A. 

Examples. 

C, Major Key. t a 3 4 5 * 7 8 A. Minor Key. 1*3 45678 
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The regular places for the halftones are between B and 
C, and E and F, an examination of the o6lave as laid An examination of this oclave (hews that the femitones 
down above, mews that they lie between the third and . are between the fecond and third, and between the fifth 
fourth, and between the feventh and eighth, confeouently and fixth, of courfe it is the flat key, &c. 
it is in the fharp key, Sec. 

No tune can be regularly compofed on any orher letter befides C and A, without the affiftance of flats or {harps ; 
but, by a proper placing of them on the lines and (paces, every femitone contained in the o&ave may be made the 
foundation or key note of a tune : For in (lance, if the letter C be taken for the key note of a tune in the major key, 
one of the femitones will be berwecn the fixth and feventh, whereas it fhould be between the feventh and eighth j 
now, by placing a fharp on F, the found of all the notes on that letter will be a femitone higher than in the natural 
fcale, and confequently leave but half a tone between the feventh and eighth from G ; by which mean, G then be- 
comes regularly the key note for a tune in the (harp key. 

It would be no difficult talk to extend this explanation through all the femitones contained in the oclave, but 
perhaps it may be lufficient for learners to be taught to diflinguifh the keys, in the firft place, by the following rule, 
viz. if the key note be the Fa immediately above Mi, a third from it will be a major third, and th,e mufic will be in 
the (harp key ; but if the key note be the La immediately under Mi, a third from it will be a minor third, and the 
tune will be in the fiat key. 

N. B. A major third contains two whole, or four femitone?. A rrvnor third contains but three femitones; 
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LESSONS for TUNING the VOICE. 




Leffon in the major key. 

i. 4-th. 5th. 6th. 7»h 



Tenor or Treble. id. 3d. 4th. 5th. 6th. 7th. Sjh. 8th. 7th. 6th. S th. 4»^ 3d. id. N g This j ff fhould be well learn- 

HlzrilClbtt^fcrisJJ!. note fro 
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ad. 3d. 4th. 5th, 6th. 7th, 8th. 8th. 7th. 6th. 5th. 4th. 3d. 2d; 



1 
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the relative di fiance of each 
from the key note, (as diftinguifhed by 
the figures placed over them) underftood 
fo as to be founded readily, before tunes 
in the major key are attempted. 



Bafs. 



2d. 3d. 4th. 5th. 6th. 7th. 8th. 8th. 7th. 6th. 5th. 4th. 3d. id. 
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Tenor or treble. 



Leffon in the minor key. 

ad. 3d. 4'.h. 5th, 6th. 7th. 8th. 8th. 7th. 6th. 5th. 4th, 3d. id. 
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key note 011x11 1- 



A r . J?. This leflbn alfo fhould be well 
underftood before tunes in the minor key 



1 



id. 3d. 4th. 5th. 6th. 7th. g»h. 8'h. 7th. 61 h. 5th. 4th. 3d. ad. 
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Bars. 
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Whichever of thefe leffons a teacher 
chufes his pupils fhould firft attend to, 
ZZ^rZZZZHZZj;iirz»III©Zp:i;^CXiP-P-1r^P— ©IIZZZXZDZZjTOr it is recommended that they be made 
_«_£ 2 key not , §ZQZ ZEZp:~pZpZ ZZZZpCZZZIIpZp: ZpZ ^X-OZgJJX to pra&ife upon tunes in the fame key, 
— — -—- -1 h- — - - — — — k e f ore t j ie y en( j eavour i acquire a know- 

ad. 3d. 4th. 5th. 6th. 7th. 8th. 8th. 7th. 6th. 5th. 4th. 3d. id. ledge of the other, &c. 
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PARTICULAR OBSERVATIONS, 

IN the following work, when tunes have but three parts, the treble is placed between the tenor and the bafs ; 
when they have four parts, the tenor is placed next to the bafs, the counter next to the tenor, and the treble next to 
the counter. 

Flats, (harps, and naturals, are not confidered as having influence (excepting at the beginning of tunes or ft rains) 
upon any note but that immediately fucceeding. 

The pitch of all the parts fhould be taken from the key note. 

MISCELLANEOUS OBSERVATIONS. 

EVERY perfon fhould fing that part to which his voice is be ft adapted ; to determine which, learners fhould 
ftibmit to the judgment of their teacher. v * 

The tone of the bafs fhould be full and majeftic ; of the tenor, bold and manly ; of the counter, foft yet firm j 
of the treble, fmooth and delicate. 

High notes in every part fhould, in general, be fung fofter than the low. 

In a company of fingers it would have a good effeffc forfome of the performers on each part to be filent when 
paflages marked piano, occur ; the additional ftrength of their voices in the forte, which generally precedes or fuc- 
ceeds the piano, would mark the contrail mo*re diftinctly, and give peculiar force and energy to the performance. 

The various inflections of voice and tone, which render one air more expreffive of one paffion than another, can- 
not be taught by certain and infallible rules $ a performer fhould endeavour to form a proper idea of the author's 
defign in a piece of mufic, and his own judgment and tafte muft be his principal directors in doing juftice to it. 

A good and graceful manner of finging is beft acquired by imitation. A teacher cannot by precept alone in- 
finite his pupils in the art of modulating different airs to exprefs different pafHons ; but by example he can. 

Every note of every part of an excellent piece of mufic may be jbunded, ftriftly fpeakbg, rlghf, and the compe- 
tition, nevertnelefs, appear dull and trifling. It is the expreffive manner— the realizing the paflion — and giving 
}>articular emphafis to thofe words which contain the force of the fentiment, which give rife to the tnexpreffible de- 
ight derived from hearing good mufical performances. 

The voice, the looks, the gefturesof the performers, are feverally neceffary to give mufic its -fail energy, and arc 
refpe&ively the fources of pleafure or difgudto the obfetving hearer. Beftdes. 
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Befide* the artificial graces of malic, fuch as trills, appoggiatura, Sec. there are innumerable others which never 
have been, nor ever can be, defined j but mud be learned (as was hinted before) by imitation, or fuggefted by a dif- 
csrnihg judgment. 

Few graces, however, if any, are admiflible in full chorufles, unlefs they arq exprefled in the compaction ; in 



itlc iui4iiy ii»uuiiuiiciiiwiib.ii vuuu mining ; uu iuc uiuci uauu, <t ticai anu »pn itv.u. lyut-— a J** 41 - «"*■« avtuiair piu« 

nunciation— and occafional [wttH upon the notes, judicioufly introduced, are diftingtiifliifSg chara6leri flics of an ele- 
gant performer. .; > 

1 n good mufic, as well as in good poetry, or in any other fpecies of good writing, there are different ftyles ; fome of 
which, though they may not, at fir- ft hearing, command a very favourable opinion, upon being often -performed, and 
rendered familiar, will pleafe more, and longer, than others which were thought iuperior ; bence* die impropriety 



er, iorrow,<xc. require runes in me minor itey j ana tnoie or cnccuuincis, joy, inanitigivingj ccc mc-major Key », 
bur. this rule is often violated ; and with the mofi unhappy and ridiculous efteS. Can that joy, or praife, of 
lJbatfk%iying bethought fi&cere, the expreflion of which is accompanied widbLfighs, and groans, anehtears ? Gan 
Ws foFrow or <IHlrels appear ot be rwife than farcical, wbofe relation of it is interrupted by tallies of plea fail try, and 
peals of laughter ? If this be not an unjuft reprefentation of the effe& of drfregarding the foregoing jtite, (and it 
is prelumed it is r»otj it rnuft be confidered not only a tranfgrtffion againfl all muficai propriety, but an outrageous 
^affront to common fenfe. '• . 

* In churc%s ;md concregat ions this rule demands a ft ill more particular attention ; for an- injudicioils application 
r r" tunes to the pfalms pr, hymn?, will make the performance appear a profane' bullefque upon a very important duty. 
A decent and regular demeanor in a band of fingers, addsmuch td the pleafiire arifing from their performances ; v 
in woirlhipptng Societies, a contr^y behaviour is altogether inexcufabie, and well deferves the cenfure of every fo- 
lder mind ; for it argues a total infenfibiHty to thofe lolemn impreflionj, which every one fhouid feel when in the 
more immediate pretence of the Supreme Jjcr:i^ % and employed in one of the higheft a£b of his worlhip. 
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Thatr-art my pprtiort, 




O my God j Soon as I know thy *ay, My heart makes haAet 'obey thy- word, And fuffert no 
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Con. Spirito* 
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Come thou Almighty King, Help us thy name to ling, Help us to praife. Father all glorious! O'er all victorious. Come and reign 




Come ami rtign over us, 
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How fljort and hafty is our life 1 How vaft our fowls' affaire! Yet fenfdefc mortal! vainly ftrive, To lavifh oat tbeir year*i Our days run iho'tleff- 
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fay,* J lift like a ftury. 



or a long, We paft our 1 vt* a 
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thy the Lamb that dy'dthey cry, To be exalted 



thur } Worthy the L*<nfc, our Lips re - ply> For he wasflain for 
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Thou whom mv fottl^dmirctj a^ bore AH earth • ly 
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earthly love j Tell me dear 





EfeE 







j Sfepijcj^j let me know, Where doth thy (wceteft 



paflore grow, Where doth ihy fweetelt pafture grow. 
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Thou art my Sun and chou n>y Shade, To guard tny heed by night or noon, Thou art my Sun ar<d «hou my Shad*, To guard my hpad by i.ight or nucn 
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Adagio. 





The Lord did on my fide engage, From heaven, H\\% throne, my taufe uphdd^ And iny\ch d me from tfoe 






■"8 * 





Largo. 







•«•«*■» «■«»■■»» •■■••"(•'■■»4^^« 




MMMrf^M 






#lhMW 








^«i 




y ■ — 




4*. 



i»t"""»«»»^i 



wiM"*i* *-• «*Nr* r 



» -v 






funom 




Ok threatening, waves *tbicfv :proud!£ jwell d. 

*-E ■# r 



« Of 





thrcat'iiiag *-acei which prjiwity 







fweJi'd, <H 





«M«IMMN 




X —I & *, 0« ir <p» . 



>**.— 





fbfe«t'eini» w*v«4 whicto prvurily fweii'd. 



^ _i.^ Of treat jung wivci ^Of^itc. 




... ^i- I 




->*.<«»»., •* - 



^■^^ *S^«^ U ^ W "-' 




Of fhieai'fiing_vtaYC& wfjah pro 




fw*U\L 



24 



HMJborough* CX M. 




Ccioe faints adbiVJe * ha- vah's »ame> Your load Hofannas raiff, 



Thro* all the world his works proclaim, 




T^^*«H the world his wavks pro - clah% Thro* 
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woiks proclaim Thro' all the world, Thro* alt th« world fiti ntorka Sec 
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all the world bis 
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proclaim. 
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And iound his glorious 
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found his glor'ou praiK", Ami i :i>i 
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glor'uus praif*-, Ai tl 




And found hs glor uljs prai»«-, Ai d r m.*l 

Maile. And 1j.ii ti h:s lIui 'uui '. ru.!c. A'ltl («>ot:d Jtc. 



l>iaile, And lj.isd his ^lui 'uui j ru.Je, A'ld (<>ot:d ic. 

lops field. C M. 
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